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398 THE MUSICAL TIMES.-SEPTEMBER I, 1918. 

Dr. Vaughan Williams, incredible as it may seem, 
makes him do so in an agitated way that can only 
suggest that the ghost already knows of the marriage. 
In short, I cannot imagine any composer indulging in 
a greater number of the most egregious artistic 
falsities in one song. 

I have not said all I might say about 'On Wenlock 
Edge,' but I think I have said enough to make it 
clear why I cannot accept the cycle so obsequiously as 
Mr. Edwin Evans does. I contend that its frequent 
good qualities are mostly irrelevant to the subject; 
that Dr. Vaughan Williams is not by nature a lyrist; 
that he lacks a fine ear for the niceties of English 
poetic rhythm ; that he is too inclined to turn lyrism 
into melodrama or pictorialism, because these are 
easier ; that a good deal of his descriptive and declama- 
tory style comes from German models ; that lacking as 
he does the subtler sort of imagination, he generally 
fastens upon the obvious externals of a poem at the 
expense of the heart of the meaning of it; that where his 
melodic line consciously harks back to a folk-idiom- 
or a supposed folk-idiom-it is as a rule not beautiful 
nor expressive ; and that the music as a whole, while 
very rarely piercing to the soul of the poetry, is not 
even English in the way that the poems are English. 
Such Englishry as there is in the music is plainly a 
matter of conscious deliberation. I would say this 
also of Mr. John Ireland's setting of another of the 
'Shropshire Lad' poems, - 'The Heart's Desire.' 
Here is a genuine imagination at work. The song 
exhales an atmosphere of its own; and Mr. Ireland's 
first-rate musicianship makes the closely-logical 
working-out of the central idea a joy. But I venture 
to suggest that Mr. Ireland too has fallen a victim 
to the folk-model fallacy. His belief, apparently, 
is that by a consonant suggestion of modality he gets 
into sure touch with our singing ancestors. It is all 
very skilfully done ; but I cannot help feeling that the 
modality has not so much grown out of the basic 
emotion as been consciously foisted upon it. I have 
of course no objection either to modality or to a 
modern song suggesting an older idiom. All I ask 
is that the result shall have the appearance of perfect 
spontaneity. I should have no objection to dining at 
a hotel table with a man who looked like an Ancient 
Briton come to life again. But if the woad had too 
obviously new and too chemical a look, I could hardly 
fight down a doubt as to whether he really was the 
genuine article. 

PRINCIPLES OF MODERN 
COMPO'SITION. 

By G. H. CLUTSAM. 
(Contizuedfromn Au ust nuiember, jage 348.) 

The use and destinies of the chord of the sharpened 
fifth have long been established. The functions of the 
flattened fifth have not been so clearly understood. 
When the interval has appeared in a chord-entity 
theorists have remained undecided as to the actual 
root-basis. Most fiequently has it been treated 
(nominally) as a sharpened fourth or eleventh. A 
chord that has captured the fancy of the modern 
French School and its disciples : 

Ex. 143. 

realises an extreme view of the possibilities of the 
interval. Normally, of course, the eleventh should 
invariably displace the third, but it may have been 
noticed throughout these articles (the principle has 

been rather implied than communicated) that the rule 
of the displaced note is enforced only if an interval is 
a half-tone from the note it displaces. If it is a full 
tone, as between the fifth and thirteenth, both the 
original and displaced intervals can appear in con- 
junction. With this extended latitude the third can 
be heard simultaneously with the sharpened eleventh. 
In the following passage, from Ravel : 

Ex. 144. &c. 

- 
.- 

it would be tempting to admit the resolution of the 
A# to the BW--that is, as an appoggiatura to the fifth. 
The real resolution, however, is to the displaced third : 

Ex. 145_ 

The interplay of the flattened and sharpened fifths is 
very much in evidence in the works of Scriabin, 
particularly in what might be defined as his middle 
period, wherein his harmonies were not so involved and 
his later innovations only tentatively expressed. In 
the following few bars from his 'Fragilite' : 
Ex. 146. 

-0-0-- 
If --le 

&c. 

the free use of the modified and extended fifths- 
E? and E??-is clearly exemplified. In the 'Danse 
Languide': 

Ex. 147 &c. 

.__4-. 
- 

we have in the first harmony the sharpenel fifth, in 
the second the flattened, but written probably for 
convenience or, for clarity's sake as an augmented 
fourth. The 

D. 

is in actuality E , but the com- 
promise in notation does not affect the root of the 
chord. Of course the Gb could have been F4 The 
root, then, would have been D, but the transferred 
flattened fifth (Al) would have retained all the 
characteristics of the chord. As with the simple 
progression of diminished sevenths, all variations 
of the dominant chord are susceptible, indeed 
are psychologically attached, to the cycle of fifths, 
if used in chromatic sequence, and a varied 
notation of any particular constituent immediately 
transfers the actual root-basis. Chromatically 
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the ascending scale is in association with the ascending 
cycle of fifths; the descending with the descending. 
I am only able to indicate in the limitations of these 
articles the possibilities for modulation that exist in 
these progressions. All types of dominant chords can 
be subjected to similar treatment, and the results are 
not only interesting but should be stimulating to the 
imagination of any young composer who is seeking 
new and logical combinations. The assimilation of 
the idea should evolve new thought. After all, the 
material of the old speech has been worn threadbare, 
and the fact of possessing an enlarged vocabulary 
and an enhanced expression has always differentiated 
the masters of their periods from those who were 
content with the casual musical currency. There has 
been a good deal of wantoning with unusual com- 
binations in the last few decades for the sheer effect 
they produce, and the wonderful significance of a 
broadly-conceived melodic line, no matter from what 
harmonic source it may have been derived, is, with 
many otherwise well-equipped composers, seldom if 
ever realised. Certainly music will lose much of its 
importance as an art if its general structure is to be 
dependent on snippets of chord progressions, and there 
is no reason why the old material should be entirely 
discarded. In the same way that diminished sevenths 
and ninths modestly reinforced the primitive 
dominant combinations, the more recent innovations 
should still further enhance the modern composer's 
harmonic resources. 

In the following simple example of a series of 
dominant ninths in descending chromatics: 

Ex. 148. &c. 

the same curious alternation of simple and com- 
paratively complex chords that I called attention to in 
the article in the July number is again noticeable. 
In the ascending series we have the same thing : 

Ex. 149. &c. 

_I ~-- -------cLC---- 

Passages constituted of blocks of chords (prevalent 
in Debussy, for instance): 

Ex. 50. &c. &c. 

appear to have been sensed from the idea illustrated 
in Exx. 148 and I49, omitting the intermediate 
varieties. They have been attributed to a whole-tone 
scale effect, but they have nothing to do with that 
matter. 

Some interesting combinations arise in any attempt 
to carry an ascending chromatic series of dominants 
against a descending cycle of fifths : 

Ex. I51. &c. 

but the inverse proposition produces nothing satis- 

factory. Any one curious may try the experiment for 
himself. It seems perfectly evident, however, that the 
wheel of fifths is never at a disadvantage if it is turned 
the right way. Here is a vigorous exposition of the 
opposition of the scales from one of Ravel's 'Valses' : 
Ex. 152. 

L ac. 

2-* 
By flattening the third in each first chord of the last 
three bars, the passage is somewhat strengthened by 
anticipation of the root a chord ahead. This is a type 
of prevarication that provides unlimited opportunities 
for the imaginative composer. I can only indicate the 
idea. Its ramifications are beyond my space. There 
is one expression of the dominant ninth that has 
played a significant part in the history of modern 
music, but to my knowledge it has never been 
admitted as a chord entity. I treated the matter very 
fully in some articles on Debussy in the Musical Times 
in the November-December numbers of 191o, without, 
however, suggesting their root-basis. I refer to the 
complete chord-element that exists in the whole-tone 
or 'tonal' scale. This arises from the simultaneous 
use of the flattened and sharpened fifth in a chord 
of the major dominant ninth: 

Ex. 153. 
-53- 

with its natural resolution as in the last bar of the 
example. The chord is difficult of exposition mainly 
by reason of the notation involved. A compromise 
(under the conditions of equal temperament) is inevit- 
able in one of the essential intervals. In scale form in 
this particular tonality, the position may be in either 
of the following directions : 
Ex. I54. - - _ - -R-- P 
There are, of course, other forms. 

The completed chord in itself is comprised of two 
augmented fifths : 

Ex. iss. 1jj- 

Subject to varied notation it has six roots, each a 
unit of its contents. I select an explicit grouping : 

There is obviously only one companion chord to be 
obtained from the chromatic scale : 

Ex. 1157 

and the interplay of the two chords is primitively 
chromatic : 

Ex. 158. &c. 

PR 

011 

. 

= 
C-e 
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Such a sequence is also controlled by the cycle of 
fifths when again every alternate chord is reduced to 
comparative simplicity: 

Ex. i59. --- 
- I & 

That a clearer method of notation could be adopted 
is fairly obvious. Further, a series of augmented 
fifths proceeding in opposite directions chromatically, 
produces automatically and alternately the entire 
chord as considered above: 

Ex. 16o. &c. 

t- r-- 

In such a series, as in its parallel form shown in 
Ex. 158, it is of interest to note that the cycle of fifths 
as a root-basis can proceed equally well in either 
direction and can be commenced on any constituent 
of the chord that forms the starting-point. 

(To be concluded.) 

THE WESTMINSTER ABBEY 
ORGANISTSHIP. 

RETIREMENT OF SIR FREDERICK BRIDGE. 
APPOINTMENT OF MR. SYDNEY H. NICHOLSON. 

It has been announced that Sir Frederick Bridge 
will retire at the end of this year from the organistship 
of the Abbey, and that his successor will be Mr. 
Sydney H. Nicholson, M.A. and Mus.Bac. (Oxon.), 
the organist at Manchester Cathedral. The new 
organist comes to his onerous and important post 
equipped with considerable experience of English 
Cathedral traditions and with exceptional skill as a 
performer and accompanist. He has earned a just 
reputation for his energy, initiative, and organizing 
capacity, and his musical ideals in connection with 
Church music indicate that he will maintain the 
dignity and honour of the position to which he has 
succeeded. 

Mr. Sydney Hugo Nicholson was born in London 
in 1875-the year in which Sir Frederick Bridge 
began his work at the Abbey. His early youth was 
spent at Totteridge, a still charming old-world village 
on the borders of Hertfordshire, that is so near (it is 
some nine miles from the Bank) and yet in a way so 
far from the bustle of London life. He is the youngest 
son of the late Sir Charles Nicholson, Bart., of 
Totteridge, who was formerly Speaker of the House 
of Assembly at Sydney and Chancellor of Sydney 
University. When he was of due age Sydney-the 
source of his Christian name is obvious-went to 
Rugby School, and there he came under the influence 
of Mr. Basil Johnson, with whom he studied organ- 
playing. After leaving Rugby he spent four years at 
New College, Oxford, and took the Arts degree at the 
University. He then entered the Royal College of 
Music and studied the organ under Sir Walter Parratt 
and composition under Sir Charles Stanford. He now 
formally adopted a career as a church music;an. For 
seven years he was organist at the Parish Church at 
High Barnet (near Totteridge), and he soon made his 
mark in the district by his persistency in planning 
musical schemes and generally in getting things done. 
For a brief period (in 19o3) he was organist at the 
Lower Chapel at Eton, where he was associated with 
Dr. Harford Lloyd. Soon afterwards he went to 
Frankfort, and studied composition under Knorr. The 
next step was to Carlisle Cathedral, where in 19o4 he 

became the acting-organist and master of the boys. 
The nominal organist at that time was the late Dr. Ford, 
whose age and infirmities rendered him unable to cope 
with the duties of the post. Here again Mr. Nicholson's 
insatiable energies found sympathetic vent in stirring 
up and focussing the musical forces of the district, and 
his personality drew around him competent colleagues. 
In 1908 he was simultaneously offered the organistships 
of Manchester Cathedral and Canterbury Cathedral. 
It was a case of how happy he could be with 
either were t'other dear charmer away. It is to 
Mr. Nicholson's credit that he decided to accept the 
Manchester post, with all its surroundings of feverish 
activity, rather than the Canterbury post with its 
prospect of comparative tranquillity. Soon after he 
settled down at Manchester he became one of the 
leading spirits in the very necessary scheme for the 
restoration aad expansion of the organ. The result 
of the efforts made was that Z?4,000 was raised, and 
expended in rebuilding the Hill instrument that had 
served for so long. The choir was increased, great 
pains was given to its training, the music chosen 
was of the best, and the Cathedral services became a 
source of pride to the citizens. A notable achievement 
was the organization of the church choirs of the 
diocese into a Diocesan Church Music Society. 
Over a hundred choirs were thus united, and the 
annual Festival held in the Cathedral was a musical 
event of importance. Besides this, Mr. Nicholson 
provided a performance of Bach's 'St. Matthew' 
Passion annually with the augmented Cathedral choir. 
Mid-day organ recitals were another activity of value, 
and only the breaking out of the war prevented the 
carrying out of further schemes. But the war itself 
created new musical needs and opportunities. The 
wounded were soon being tended in their thousands, 
and their hunger for music was scarcely appeasable. 
Mr. Nicholson became hon. secretary of the Northern 
Section of the Committee for Music in War-time-a 
body formed for the double purpose of providing 
engagements for professional musicians hit by the war 
and concerts of the best class for the wounded in 
hospitals, soldiers in camps, and for munition workers-- 
and he was formally appointed Director of Enter- 
tainments in Hospitals for Second Western General 
Hospital Division. In that capacity he and his 
colleagues have during the last two years given over 
6,o000oo entertainments, a truly remarktble record of 
activity. Who shall measure the moral-and perhaps 
physical-value of such a work ? 

Mr. Nicholson's compositions include the choral 
ballad 'Ivry, a Song of the Huguenots,' the children's 
cantatas 'The Luck of Eden Hall,' 'Little Sir Hugh,' 
and ' Childe Allen-a-Dale.' His church music includes 
a Magnificat and Nunc Dimittis in A flat and a 
complete Morning and Evening Service in D flat. His 
most notable achievement is the cantata ' 1914,' which 
is a setting for chorus and orchestra of the Sonnet- 
sequence by the late Rupert Brooke, his schoolfellow 
at Rugby. This work was performed at a Hall6 
(Manchester) Concert in February this year, under 
Mr. Eugene Goossens, jun. Fuller particulars of the 
performance are given in our April number, page I85. 
Some day soon we may hope to hear the work in 
London. Mr. Nicholson was the editor of the recently 
issued' Hymns A. and M.' supplement. 

As stated above, Mr. Nicholson will begin his duties 
at the Abbey in January, I919. He is unmarried-a 
fact that may help to account for his being able to 
devote so much time to public work. 

SIR FREDERICK BRIDGE. 

As Sir Frederick does not intend at present to retire 
from his numerous avocations other than those con 
nected with the Abbey, we need not now dwell fully 
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